Music Making: A Bridge Joint of Students’ Cultural and Musical Diversity  by Mas, Alberto Cabedo & Gómez, Maravillas Diaz
 Procedia - Social and Behavioral Sciences  46 ( 2012 )  2215 – 2219 
1877-0428 © 2012 Published by Elsevier Ltd. Selection and/or peer review under responsibility of Prof. Dr. Hüseyin Uzunboylu   
doi: 10.1016/j.sbspro.2012.05.457 
WCES 2012 
Music making: A bridge joint of students’ cultural and musical 
diversity 
Alberto Cabedo Mas a 1, Maravillas Díaz Gómez b 
aDepartment of Education, Univesitat Jaume I, Av. Vicent Sos Baynat, s/n, 12071 Castellón, Spain 
bDepartment of Didactics of Musical Expression, Universidad del País Vasco, Barrio de Sarriena s/n, 48940 Leioa, Bizkaia, Spain 
 
Abstract 
This study deals with the importance of music making in promoting interpersonal and social ways of living together in 
primary and secondary school classrooms. The work focuses on the role of music teachers, laying special emphasis on their 
abilities to enhance the creation of significant musical experiences in the music classroom intended promote not only the learning 
of music, but also the development of interpersonal competences, in order to foster the positive integration of students and the 
recognition of their particular identities. We have considered the opinions of many prestigious Spanish and international experts 
on music education. The data has been qualitatively analysed. The study presents some results that show the need to use 
diversified practical approaches in music education today. It also offers some specific guidelines to promote the creation of 
educational spaces that enhance good musical practices. 
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1. Introduction 
This study is part of wider research dealing with the possible implications of music education in the development 
of competences. In particular, it refers to competencies focused on improving interpersonal and social coexistence at 
primary and secondary education levels in Spain. 
The increasing cultural diversity appearing in the educational reality of Spain in recent decades has led to a 
necessary rethinking of the principles of music education in general education. The search for effective integration 
of all members of the educational community has led to the need to make efforts to manage intercultural music 
education in our teaching environments. Furthermore, the Global Era, characterised by increasing diversity 
enhanced by improvements in transport, information and communication technologies and unlimited access to 
different forms of knowledge, as well as the variety of cultural events, have redefined the mechanisms involving the 
management of intercultural music education. 
Today, students making up the youth community in our schools share in true musical diversity, which includes 
the aforementioned cultural diversity, but also goes beyond the boundaries defining social groups characterised by 
the bonds of common identity traditionally considered: ethnicity, nationality, social class, gender, age, and so on. 
The complexity of the factors involved in shaping the musical diversity of students exceeds the control of the 
philosophers and educational theorists, let alone music teachers and practitioners (Green, 2005, p. 77). While the 
integration of cultural diversity in the music classroom is still a major concern of teachers, current educational trends 
disengaged from the treatment of this cultural diversity through isolated and unrelated musical dynamics showing 
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the differences between the various musical expressions. Perhaps one appropriate approach focuses on promoting 
 (Campbell, 2004), and enhancing the creation of spaces to 
develop of musical practices that enable the acquisition of significant musical experiences, which become possible 
connections helping people live together. 
2. Methodology 
The study includes the opinions of leading figures from the fields of music education, educational theory and 
critical thinking in both national and international settings. The aim is to offer possible approaches that help to 
manage and deal with a complex musical diversity of students, addressing their capabilities and promoting 
coexistence in and beyond the music classroom. For this purpose, a sample of 25 participants was selected. The 
selection criteria were widely discussed and strictly consensual. The aim is to gather knowledge and experience 
from authors who have already been studied and who are also recognised for helping to enrich the national and 
international educational literature. For this reason, these authors are part of the state of the art addressed by this 
study. Similarly, the authors chosen offer complementary perspectives about concepts of music education, personal 
and social identity, cultural and musical diversity, or the concept of coexistence. 
The main aim is not to collect a significant amount of data that, objectively analyzed, could provide quantified 
information about the possibilities of managing peaceful coexistence while teaching music. However, we believe 
that considering opinions, knowledge and experiences from different perspectives enriches the discussion about the 
current theories of music education, particularly those theories that provide a vision of music as a means of 
expression and connection between people. For this reason, the data obtained was qualitatively analyzed, discussed, 
and compared with theoretical principles and previous studies that addressed this issue. 
In this study we consider as the research question: How can music teachers pay attention to the diversity of 
students in music classrooms, promoting the integration and the recognition of particular identities? 
This question has been asked and answered, in some cases in writing and in others orally, through a semi-
structured, in-depth interview, transcribed afterwards. 19 responses were achieved. They all give interesting data 
about this particular issue. In our opinion, the data is significantly valuable according to three highlighted factors: 
(1) the extensive academic experience of the participants, (2) the variety in their professional profiles and, (3) the 
fact that answers are fed by the educational realities of diverse contexts in music education. Indeed, these 19 
responses came from participants who carry on their main educational activities in 12 different countries. For this 
reason, this knowledge collects in some way experiences about the role of teaching and learning music in different 
realities. This enhances the possibility of obtaining broad, deep and thorough answers. These data are subsequently 
categorised according to the views and experiences offered to the questions raised. 
In some cases, this analysis allowed us to confirm preconceived ideas and, in others, to broaden our knowledge 
about music education. Finally, it led to a reflection making it possible to articulate proposals that, well managed in 
the music classroom, could promote the integration of the complex musical identities of people involved in our 
educational contexts. 
3. Music teaching and musical diversity 
In the last few decades, music education has had to adapt to a changing and dynamic society. As a result, it has 
progressively tried to deconstruct the dominant ideology of the superiority of Western classical musicological 
tradition for educational purposes, resulting in the incorporation of new knowledge in music education settings. The 
incorporation of other musics and musical practices in formal education was accompanied by a concern to integrate 
the different cultural identities and to develop a music education motivated by the pursuit of positive musical 
experiences, rather than the mere acquisition of concepts about music. 
Attempts to introduce Western popular musics into music education (Shepherd, Virden, Vulliamy, & Wishart, 
1977, Swanwick, 1968, Vulliamy & Lee, 1976), in parallel with the incorporation of folk musics, including non-
Western traditions (Small, 1977, Volk, 1998), were accompanied by a critical theoretical conceptualization 
attempting to decouple the value of musical styles associated with the autonomy from the social contexts 
surrounding them. 
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However, recent theories about the pursuit of these positive [or celebratory (Green, 1988)] experiences in the 
music classroom, which analyze the nature of musical experience based on the responses we get to their inherent 
and delineated meanings, revalue the recovery of specific moments of autonomy from the social contexts 
within music education. It may bring out new positive, holistic musical experiences by allowing building affirmative 
social delineations (Green, 2005). By facilitating the connection between people through experiencing positive 
musical moments, we can promote the creation of new ways of living together. 
Concerning all these changes, the music teacher's role should necessarily be redefined. The current trend is 
committed to a deconstruction of the teacher as the only person able to construct musical knowledge in educational 
settings. Thus, in addition to providing musical knowledge, the music teacher should work also as a cultural 
manager, focused on articulating the diversity of students by facilitating the creation of appropriate environments to 
promote  (Dillon, 2007). This new approach of the music teacher connects with an idea of the 
global music education, in which anyone who can convey musical knowledge may assume the role of music teacher 
(Campbell, 2004, pp. 3-6). 
This idea, along with the search for authenticity of the practices and methods of learning music has led in recent 
years to the promotion of the incorporation of some elements of informal learning in Western formal educational 
settings (Campbell, 1998; Feichas, 2010; Folkestad, 2005, 2006; Green, 2002, 2008; Jaffurs, 2004; Karlsen, 2010; 
music is based primarily on methods of transmitting musical knowledge that characteris
Western popular music. These musics are a root feature in the construction of the identities in subcultures and youth 
groups and they are therefore part of the particular cultural background of each individual. 
nformal learning in the music 
classroom is valued according to five fundamental principles that charaterise this learning: (1) the music is chosen 
by students, (2) musical notation is absent or rare, and skill-acquisition involves copying recordings by ear, (3) 
learning takes place alone, as well as collectively, alongside friends, through conscious and unconscious acquisition 
and exchange of skills and knowledge, including little or no adult supervision and guidance, (4) from the beginning 
the musical work is global and approached holistically, so there is no progressive learning plan based on difficulties 
and; (5) it provides a special interest in listening, musical composition and improvisation, encouraging creativity. 
Adopting and adapting some of these characteristics in Spanish primary and secondary music education settings 
could promote the integration of musical diversity of students, meeting the individual and collective musical 
identities and fostering new coexistence relationships. 
4. Findings 
The diversity of responses leads, as we have mentioned, to their categorization according to their thematic 
approach. 
4.1. The need to identify and recognise cultural and musical diversity 
This is probably one of the principal needs of every music teacher who takes account of educational realities. 
Any concern about the integration of particular identities should be based on a commitment to the recognition of this 
diversity. 
L.G.: I think one way to do this is to find out what music the students enjoy and what music th
the last decades. 
S.D.: What is fundamental to paying attention to cultural diversity that is represented in the classroom is recognizing where 
music is in the teachers own life. Then recognizing where it is in the lives of the students. Followed by understanding its role in 
the community. 
W.G.: Music teachers should know what their students' identities are, what they need and how the teacher can support 
individual students in their endeavour and motivation to learn music. 
N.O.: In the music classroom the more frequent attentions to diversity are related to: special needs (disability, handicap), 
ethnicities, languages, religion, emigration. Each should be managed differently, since the learning pace of each student is 
different. 
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4.2. Openness and inclusion of new musics in the educational settings 
Plural educational activities should be dynamic, pushing the boundaries of traditional education processes and 
incorporating new cultural identities through the adaptation of other musics and musical practices in the music 
classroom. 
A.O.: I consider very difficult for music teachers to pay attention to the diversity of students in music classrooms, promote 
integration and to recognize particular identities if they are strongly connected to the traditional teaching methods.  
L.B.: The first step is to try and be comfortable with different musical traditions. Most people require only classical tradition, 
and this can be a hindrance. So, openness to different genres and types of music is important, even if the teacher cannot perform 
there (but if they can learn some tools for performances that will be even better). 
A.G.: Currently a huge diversity of styles coexist. They should be incorporated into the classroom. Otherwise, the student learns  
 
4.3. Plural and diverse educational activities 
One proposal that stands out as important is the need to provide education adapted to the particular contexts of 
each student. While constantly emphasising that the limit of diversity, our greatest wealth, lies in unity, the division 
of roles in musical practices depending on abilities and musical skills to promote the integration of identities and the 
enhancement of individual and collective musicking. 
D.H.: By allowing for the fact that interest, aptitude and attitudes vary widely amongst different students, and by responding to 
these pupil characteristics and interest rather than their own. 
A.G.: I think the first thing music teachers have to do is to develop a pedagogical approach that is 
practice, ie, in which not everyone does the same thing, but rather each one brings something different. Making music in 
ensemble  collectively  may be that everyone 
 
T.R.: Much presentational musicking puts an emphasis on the individual student performer: on the skills needed by the 
individual soloist or ensemble 
and their abilities and needs (something rarely done, I fear). 
5. Discussions 
Indeed, recognising and incorporating musical diversity as an integral and constituent part of the cultural 
diversity of students is not easy. Perhaps the most direct impression to be drawn is that there is no educational 
method that provides a universal answer to the effective integration of people into the music community. The open 
methodologies of music learning developed in the second half of the last century  Orff, Dalcroze, Willems, Kodaly, 
and so on  
art, but could be practiced and enjoyed by all human beings. This revolution in music education also allowed 
improving in the research of new ways of transmitting musical knowledge. 
However, today, music education has to adapt to a dynamic and diverse social context and, therefore, prescriptive 
educational guidelines that will succeed in every reality cannot be proposed. The need to adapt to the particular 
context is therefore increased, and music education must therefore evolve. 
Recognising the traditional values of music education is important for developing an educational task, but 
adapting new knowledge to formal contexts is now necessary. The inclusion of musics from other traditions  the 
world musics  as well as popular musics, is already a reality in our educational systems. However, the study of 
different musics with a focus on traditional musicology does not give a real search for the authenticity of musical 
practices in formal settings. From this perspective, the passive incorporation of musics in the classroom does not 
guarantee the inter-connection of different musical identities. 
In this sense, the commitment to adapting elements of informal learning can provide authentic elements of 
musical practices  rather than the sounds or sonority of music. These authentic practices have, as shown, features 
that promote the acquisition of positive musical experiences. 
Firstly, the diversification in learning musical practices will facilitate plural educational activities. The division 
and exchange of roles can foster self-learning, enhancing individual and collective creativity. Similarly, it promotes 
the acquisition of responsibilities and the pursuit of the achievement of musical skills to ensure mutual success. 
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Secondly, the integration of musical identities, assuming authentic musical practices, will prepare and motivate 
students for their musical life beyond the music classroom. The current educational reality does not provide 
sufficient training to perform a task in some musical styles with which our students can relate to. For this reason, it 
does not guarantee direct help in developing musical activities outside the educational settings. Positive musical 
classroom. 
Finally, providing the opportunity for our students to bring, share and transmit musical expressions that are part 
of their personal identity and recognisin
educational settings. Fostering these musical activities that go beyond passive listening and involve their practicing 
and interpretation may help to understand other perspectives about the music, making it possible for new 
extramusical delineations to arise. Having the opportunity to show and teach a deep dimension of your cultural 
identity involve sharing and recognising the other people. Under ethical principles, these musical experiences may 
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